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ABSTRACT
“A Haunting” explores the possible existence of supernatural entities and visually
renders my personal encounters with spirit presences through poetry, sculpture, painting,
performance, and video. My thesis work does not attempt to answer questions about
these experiences, but instead provides visual impressions of them. I use the human
figure to illustrate the dichotomy between presence and absence. The physicality of
presence is referenced though the use of metals and the qualities of absence through the
incorporation of gauzes and sheer fabrics. This body of work also explores the
connotations and undertones attached to a figure or effigy when it is altered or destroyed.
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1. INTRODUCTION
The visual work that makes up ‘A Haunting’ is inspired by personal encounters
with the supernatural. Prior to the creation of the work, I wrote the following poem
describing some of these experiences.

A Haunting
Hardly anyone believes me when I tell them
I’ve seen ghosts on the banks of the river.
They dwell just beyond the half-hearted reaches
and pensive fingertips of my dim headlights,
and in the corners of my eyes.
I used to write off the ineffable as coincidence,
when the stars would disappear
and the street lamps suddenly turned off—
as though they were snuffed out—
or when the car radio would dial into haywired
frequencies that did not exist.
I’ve seen shadows darting between the worn
headstones of soldiers from the civil war
that embroider the river road;
they sometimes coalesce at the crests
of the Indian burial mounds.
I have counted the weathered crosses
and makeshift roadside shrines
marking accidental drownings,
and I have, on more than one occasion,
noted my headlights reflecting off
hundreds of glistening shards
of broken glass from fatal automobile accidents,
and the iced road is just so beautiful
I momentarily forget
the scene is supposed to be tragic.
I used to consider these fleeting apparitions precocious
and light-hearted reminders of the transience of life,
and I was humbled, and thankful.
Until one night, I saw them:
tall, delicate figures,
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wrapped in reams of evanescent drapery
darker than the seas at night.
Some pointing out to the river,
others, merely watching.
Although their faces were veiled by the depths of their shrouds,
I knew, with every fiber of my being, that they saw me.
With gazes stronger than the molding oranges in my kitchen,
burning holes right through the countertop,
I was certain they could see into my soul.
I remembered six years back, seeing
a similar silhouette tightly clutching the banister
as it leaned over the railing of my staircase,
just staring at me.
I remembered my heart beating so hard it was painful.
I remembered looking again and seeing an empty hallway.
I remembered all the times I wanted to die and suddenly knew I was not ready.
When I told my mother, she questioned my sobriety;
I promised her I hadn’t dropped acid since I was sixteen,
“I’ve seen those damn things every single time I drive down that road.”
“Some things in life just cannot be explained,” she offered,
“This is when we pray.”
Sure, we are so brave during the day,
armed with our company and our faith,
and guarded by the sun.
But as the sun dips beneath the treetops
and the shadows begin to stretch across the land
I’m willing to bet that even if I papier-mâchéd my car in bible pages
no amount of praying would save me from the dark
or protect me from the night.

7

2. CONTEXT
Social Context
Over the last decade, there has been a heightened interest in the supernatural and
making contact with those beyond the grave. In a 2007 Associated Press poll, 34% of
Americans say they believe in ghosts.1 Of those, 23% believe they “have actually seen a
ghost or believe they have been in one's presence, with the most likely candidates for
such visits including single people, Catholics and those who never attend religious
services.”2 Ghost reality shows and paranormal investigation series are ubiquitous on
major television networks. A recent search of cable TV listings retrieved seven series and
one documentary with a ghostly theme.3 Viewers of these series witness ghost hunts
while headstrong adrenaline junkies, weepy clairvoyants, and stoic mediums traverse
haunted locations, tapping dowsing rods and thrusting fancy gadgets into the darkness
with hopes of recording a disembodied voice, or capturing the critical evidence
supporting the existence of paranormal activity on film. Television series, like “A
Haunting,”4 feature families who claim they were driven out of their own homes by what
they believe to be hostile spirits or demonic entities. They narrate their tales—sometimes
through computerized filters to disguise their voices—as beautiful actors, playing more
attractive versions of themselves, revisit their true-life horror in overly theatrical, but
1

Associated Press Polls, last modified October 25, 2007, accessed May 12, 2013,
http://surveys.ap.org/data/Ipsos/national/2007-10-19%20AP%20Ghost%20Study%20topline.pdf
2
"Poll: One-third believe in ghosts, UFOs," USA Today, last modified October 26, 2007, accessed May 12,
2013, http://usatoday30.usatoday.com/news/offbeat/2007-10-25-ghosts-poll_N.htm.
3
The results are based on a search for ‘ghost’ in the TV listings at
http://www.timewarnercable.com/en/residential-home/tv/channels/tv-listings.html. Accessed May 12,
2013.
4
A Haunting: Television series, The Discovery Channel, first broadcast 2005, produced by Larry
Silverman.
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chilling dramatizations of the events. Seemingly obscure radio programs, such as “Coast
to Coast AM,”5 discuss—with histrionic urgency—the very real possibility of the
paranormal. Guest experts add fuel to urban legends and conspiracy theories, and brave
callers offer terrifyingly candid anecdotes of their own first-hand encounters with the
other side.
Interest in ghost tours and ghost hunting in America has also been on the rise, as
thousands of believers and skeptics flock to historic and purportedly haunted sites to try
to come to their own conclusions about the possibility of life after death and the existence
of spirit presence. James Hannah of the Associated Press describes this phenomenon:
A Midwest Haunting, based in Macomb, Ill., offers October tours of buildings,
cemeteries and other sites it has investigated and believes to be haunted. The
number of people taking the tours has tripled, jumping from about 600 in 2006 to
1,800 last year… "We're actually grateful for ("Ghost Hunters") because instead
of being a bunch of freaks, we're like the cool people on TV," founder Pat Jones
said. "People used to look at us like we were absolutely insane, and now they
want to come along with us. It's almost like every day is Halloween."6
Chris Bader, a sociologist at Baylor University, who has tracked paranormal
beliefs for more than twenty years, agrees, “People tend to think that somebody who
thinks that they've seen a ghost or been abducted by aliens is going to be a very
marginalized person,… but it's not anymore. I've been on a Bigfoot hunt with a brain
surgeon, a computer programmer and a bank manager."7
In recent years, the Vatican has also acknowledged the existence of spiritual
presences, albeit evil ones, holding revamped seminars and courses on exorcisms in the

5

"About Coast to Coast AM," Coast to Coast AM, accessed May 12, 2013,
http://www.coasttocoastam.com/.
6
"Ghost-hunting groups enjoy surge in popularity," USA Today, last modified May 31, 2008, accessed
May 12, 2013, http://usatoday30.usatoday.com/news/nation/2008-05-31-ghost-hunting_N.htm.
7
Kenny Malone, "Miami's Deering Estate: A Real Haunted House?," NPR, last modified October 28, 2009,
accessed May 13, 2013, http://www.npr.org/templates/story/story.php?storyId=114247717
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21st century. The Catholic News dubbed the “exorcist boot camp[s]”8 as “a call to arms –
to take up the weapons of the rosary and prayer. The church needs more training of both
priests and laypeople in fighting the influence of the devil and bringing spiritual healing
to those in need.”9 The article quotes Monsignor Marvin Mottet, the official exorcist of
the Diocese of Davenport, Iowa, who proclaims: “This is warfare. We've gotten way
behind. We've lost the concept of spiritual warfare."10
In 2009, Time Magazine interviewed Matt Baglio, journalist and author of The
Rite, about his experiences at an exorcism boot camp in Rome. Baglio attended a course
titled, Exorcism and Prayer of Liberation, “organized by the Legion of Christ and their
school, the Regina Apostolorum, which is Vatican-affiliated.”11 During the interview, he
notes that among the people who seek and receive exorcisms, “there still remains a small
percentage of cases, however, involving levitation, mind-reading and other paranormal
phenomena that can't be explained through science.”12
Although the plausibility of the paranormal remains subject to debate, the topic
remains of interest to religious institutions, the public, and the media. The ongoing
curiosity about ghosts and the supernatural granted me permission to discuss, interpret,
and create work about a sometimes controversial subject. It would be foolish to discredit
or ignore our own personal experiences—experiences that we either choose to keep to
ourselves, out of fear or embarrassment, or entrust only to a sympathetic confidant. The
body of work that makes up “A Haunting” acts as a reaction to these stories.
8

Carol Glatz, "Exorcist boot camp: Church leaders call for more training against evil," Catholic News
Service, last modified April 1, 2011, accessed May 12, 2013,
http://www.catholicnews.com/data/stories/cns/1101298.htm.
9
Glatz, "Exorcist boot camp: Church," Catholic News Service.
10
Glatz, "Exorcist boot camp: Church," Catholic News Service.
11
Gilbert Cruz, "The Story of a Modern-Day Exorcist," Time, last modified March 16, 2009, accessed May
13, 2013, http://www.time.com/time/nation/article/0,8599,1885372,00.html.
12
Cruz, "The Story of a Modern-Day," Time.
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Artist Research
I drew inspiration from the processes and artistic sensibilities of contemporary
makers John Hachmeister and Ann Hamilton.
John Hachmeister: Creation via Destruction
John Hachmeister is an American sculptor and professor, specializing in metal
casting, foundry practices, and patination research. He is currently working and teaching
at the University of Kansas.13 Hachmeister constructs his own cupolas and furnaces from
unexpected building materials. He uses both organic materials found in nature and some
surprisingly functional objects, including rotting tree trunks and hollowed out books, to
explore how metal is affected by the materials used to build the cupola as it travels
through and exits the furnace. Conversely, he is interested in how the homemade cupola
is affected by molten metal and the process of casting. His work is performative in nature
as the viewer witnesses this transformation when the cupola is set ablaze. Hachmeister
explains that his work is fundamentally about transformation, cause and effect, and
contingency: "It is the distillation of information and experience tempered by the physics
of the selected materials. What I choose to use as a medium also has a say in the finished
piece. The material teaches me about the eminence of physics as my expectations give it
transcendent shape."14
In a lecture at the Rochester Institute of Technology, Hachmeister explained that
he first conceived the idea to construct a cupola from nontraditional materials when he
was burning a rotting tree in his backyard. While he was watching it burn, he realized that
13

John Hachmeister, "Teaching Experience," John Hachmeister, accessed May 13, 2013,
http://johnhachmeister.com/resume.html.
14
John Hachmeister, "Statement," John Hachmeister, accessed May 13, 2013,
http://johnhachmeister.com/statement.html.
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the temperature on the inside of the hollowed tree was significantly greater than the
flames outside of it, similar to the mechanics and physics of a furnace used for melting
metal. He mused about the earliest incarnations of casting, and hypothesized that the first
cupola was probably invented by an individual from an indigenous culture who decided
to throw a stone into a burning tree and observed that minerals and organic matter in the
stone had melted when he came back to examine the remnants the following day.15
Hachmeister's cupolas are intriguing because there are a variety of ways to
experience them as they undergo a transformation through the process of casting. The
cupola first exists as an art object that has both aesthetic and functional value. When the
cupola is packed with metal and fuel, it becomes an object with purpose; the viewer
understands it is being prepared for use. When the cupola is ignited, the object becomes a
performance as the viewer witnesses both the transformation of the cupola as it is burned
as well as the metal pouring from the spout of the cupola. Once the metal cools, what is
cast becomes an art object and also acts as an extension of the cupola; something that was
created during the performance acts as an artifact of the process. The charred remnants of
the makeshift cupola are equally relevant because they mark the passage of time and also
act as evidence of the transformation process. The remnants document that change.
Finally, video documentation of the performance functions as another extension of the
performance, chronicling what occurred and preserving that specific moment in time.
When asked which incarnation of the piece was most important to him, Hachmeister
explained that the actual performance was the most significant because he is most drawn
to that moment of transformation, bearing witness to the change as it occurs in real

15

John Hachmeister, "Artist Lecture" (lecture, Webb Auditorium, Rochester Institute of Technology,
Rochester, NY, November 13, 2012).
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time.16
The opportunity to attend Hachmeister's lecture and speak with him afterwards
about my own work was fruitful because his insights helped me to better understand my
own process. Ultimately, Hachmeister's work is relevant to my research due to my own
interest in transformation and creation via destruction.
Ann Hamilton: Artist as Worker—Art as Labor
Ann Hamilton is an American artist known for her large-scale, site-specific
installations, and for her use of intangible and ephemeral materials, such as time, sound,
and language. Her temporary installations are described as “a personal response to a
specific site.”17 She is influenced by the social and economic histories of the locale and
her reactions to events that unfolded in or near a specific location. The results reveal an
empathetic reaction to the space and its history—recounted, reimagined, and retold
through the lens and filter of the artist.
Hamilton is known for her incorporation of laborious processes, which appear in
both the making of her installations, and during performances within the environments. I
am drawn to her use of material accumulation, and to her ritualistic performances.
A vital facet of Hamilton’s work is the visible element of accumulation,
illustrated through the collection and assemblage of mass quantities of materials, or
through the meticulous and labor-intensive processes by which the environment is
touched, handled, and altered.
Hamilton constructs new fields of visibility and sensory awareness notable at first
for their material density. On different occasions these installations have included
16

Hachmeister, "Artist Lecture."
Chris Bruce, Buzz Spector, and Rebecca Solnit, Ann Hamilton: Sao Paulo/Seattle : a document of two
installations by Ann Hamilton (Seattle, WA: Henry Art Gallery, 1992), 20.
17
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an examining table arranged with 16,000 freshly cleaned teeth, a copper mosaic
made up of 750,000 pennies set together in a thin layer of honey, a wedge-shaped
form of 800 pressed and laundered men’s shirts, floors made of tons of obsolete
cold-linotypes, sheep’s fleece and horsehair, entire rooms covered with minutely
detailed exoskeletons of numbered metal tokens, once pristine white spaces
endlessly diffused with smudges of candle soot, paprika or algae. Often these
strange environments relate to the conditions and histories of the places for which
they were made.18
There is an obsessive and ritualistic quality to the sheer mass of the materials included,
and to the processes by which the materials are manipulated and arranged.
Hamilton’s process boarders on common ritual and it is not surprising that is has
been equated to such outdated modes of labor as quilting bees, mending nets, and
harvesting crops by hand…the artist places her faith in the hands-on reactions to
the immediate situation as a means of moving the labor through the slow hurdles
of process: one tag at a time creates a floor, one candle at a time creates a bundle,
one beetle at a time creates a colony. You sometimes see the obsession of old
people who care for small yards. Slow, attending to every detail, receptive to
visitors, knowing every plant or bush from infancy, there is a grace that infuses
the yard, no matter how unorthodox it may be, it speaks of care.19
Hamilton does not take on these incredible feats by herself; she wields an army of
participants to help her complete the tasks at hand. What is intriguing about this process
is the artist’s relinquishment of control “allowing a series of intensely personalized and
even awkward decisions made by others… It is the ethic of each hand in its difference,
not mimicking a master method.”20 The handling and touching of the environment by
others adds “layers of personal history and energy.”21
The obsessive nature of the construction of a given space is often echoed in an
equally obsessive performance within the environment once the physical installation is

18

Neville Wakefield, "Ann Hamilton: between words and things," in Mneme; Ann Hamilton, ed. Judith
Nesbitt (London: Tate Gallery Publications, 1994), 10.
19
Chris Bruce, "Revery of Labor," 1992, in Ann Hamilton: Sao Paulo/Seattle : a document of two
installations, by Chris Bruce, Buzz Spector, and Rebecca Solnit (Seattle, WA: Henry Art Gallery,
University of Washington, 1992), 28.
20
Bruce, "Revery of Labor," in Ann Hamilton: Sao Paulo/Seattle, 19.
21
Bruce, "Revery of Labor," in Ann Hamilton: Sao Paulo/Seattle, 28.
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complete and site is open for an audience. The space is typically watched over by an
attendant, “a solitary figure performing a simple repetitive task.”22 For example, in tropos
(1993-1994), an attendant sits at a desk with a book, and as each word is read aloud, “it is
singed out of existence with a small heated implement.”23 By the end of the performance
all of the text has been burned away.
The installation mantle (1998) exhibits both a mass quantity of materials, as well
as a meticulous and repetitive task performed by the attendant:
A woman sat in a chair facing a window…she was sewing sleeves onto the bodies
of wool coats…She appeared unaware of the sixty thousand cut flowers laid into a
single mountainous heap on a 48-foot long table at her back, or she may have
been quite conscious of them and preferred not to notice, favoring her work
instead…hours of handiwork were lost as the blooms faded and died. And over
the same period of time, a pile of coats grew on the back of the chair as the
mendings continued.24
The attendant never directly engages or acknowledges the audience, and instead leaves
the viewer to reckon with the task at hand, and draw connections between the performer
and the objects within the larger context of the space to derive meaning.
Hamilton’s approaches are relevant to my own because I am intrigued by labor as
art, particularly, accumulation and mass quantity as a visual presence and ritualistic and
obsessive processes as a mode of creation. Additionally, I am interested in surrendering
my own individual control as the artist over to the audience, inviting them to take part in
creating a communal work of art.

22

Wakefield, "Ann Hamilton: between words," in Mneme; Ann Hamilton, 11.
Wakefield, "Ann Hamilton: between words," in Mneme; Ann Hamilton, 12.
24
Joan Simon, Ann Hamilton (New York: Harry N Abrams, 2002), 204-206.
23
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3. EVOLUTION
Prior to graduate school, my work served as a reaction to loss, specifically to
unrequited romantic overtures. I explored the nest form as an object of romantic
expectancy and absence, drawing connections between the nesting instinct of a bird
preparing for its young and the human desire to find love:
Although the nest serves to protect its contents, its principle function is to be
filled. This anticipation, urgency, and necessity to be occupied echoes the human
desire to be loved and the anxiety encountered when this fundamental need is not
satisfied. In this sense, the nest acts as both an invitation, longing to be requited,
but also as a host, the cradle in which eventual love can be nurtured. My nest
building acts as a quiet action waiting to be noticed by an object of affection.25
Instead of incorporating natural building materials a bird might select to create a nest, I
introduced fabric: laces, silks, velvet, bed sheets, woven handkerchiefs, gauzes, wedding
veils and other found items: pearls, pins, postcard stamps, dryer lint, and hair to
distinguish my nest building as a distinctly human undertaking. Additionally, I took cues
from birds like crows and magpies that collect and hoard luminous and shining objects in
an attempt to allure and attract mates. I wove old jewelry, tinsel, and foil from chocolate
wrappers into my nests as bait.
The context within which I worked strongly influenced the results. I attended a
medium-sized university with a small fine arts program. The sculpture facilities were
limited to a welding machine, which was out of commission for a majority of my time at
the university, a mostly inaccessible woodshop, and a crock-pot for wax. Students could
also work in plaster, red clay, and whatever wax we could excavate from the pot.
Initially, my projects were determined by practicality and my early works suffered
25

Zachary Goetz, "Artist Statement: Human Nesting" (unpublished manuscript, 2011)
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conceptually. However, what my fellow students and I lacked in facilities we made up for
in resourcefulness. We experimented with alternative sculpting materials and processes,
methods of construction, and mediums we might never have explored if more
conventional processes or materials were available. I attribute my explorations in soft
sculpture solely to my specific experiences as an undergraduate.
In my first year of graduate school, I continued working with soft sculpture and
fabric as a building material and continued to address themes of absence, but I abandoned
unrequited romance as a source of inspiration and let go of the nest form. I began to work
with memory as a subject, and started to explore how distance and time away from a
person or place transforms the individual or location into a fading impression, remnant,
or ghost. I used imagery of empty chairs, and translucent silhouettes stitched into singular
lengths of opaque fabric suspended in doorways to denote absences in spaces and
environments that imply presence. At the same time, I experimented with casting fabric
forms in metal to transform a soft and flexible material into something harder and more
rigid. These experiments laid the groundwork for processes and approaches that would
later make up my thesis exhibition.
A turning point in my work came when my grandmother died in the spring of
2012 and I had to come to terms with this irreversible absence. I began to explore my
existence in relation to death, living with death, and despite it.

17

4. BODY OF WORK
Effigy Platform, Totem, and Pyre
I was first exposed to the burning of effigies as a purification ritual at a party to
mark the end of the Mayan Calendar hosted by my aunt in late October, 2011. After all
the guests arrived, my aunt invited everyone into the living room where she set out old
newspapers, telephone book pages, and a bowl of homemade paste. Guests were
instructed to create an effigy—a form or figure embodying something negative they
wanted to let go of as we passed into the new era. We began to rip and dip shreds of
paper into paste, slowly building up physical representations of people or experiences we
wanted to expel from our lives. We were asked to work in silence and reflect upon the
memory that inspired our figures. After we were finished, we took a moment to share
with each other an anecdote about the experience represented by the figure, why it had
affected us so deeply, and what we learned from it. We then thrust the objects into the
woodstove and reverently watched them burn and disintegrate into ash. Everyone was
moved by the display; some wept as they visually witnessed their personal demons
disappear. Everyone noted a sense of relief afterwards, as though a weight had been lifted
from their shoulders. I instantly knew that I wanted to incorporate this experience into my
thesis work and exhibition.
The work Effigy Platform, Totem, and Pyre is my attempt to replicate this
experience (Plate 3). Throughout the year, I created more than one hundred effigy dolls
with a haunting memory or person in mind. The dolls were made from sticks, chair legs,
and found fabric. Many were adorned with intricate laces, pearls and beadwork,
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calligraphic stitching, decorative embroidery, and other glistening and glimmering
objects (Plate 1-2). The forms were handmade in appearance and quality, like simple toys
crafted for or made by children. Pieces of fabric were draped and hung on the shoulders
of the stick armatures. The dolls were limbless and devoid of facial features and hair. A
tapering in at the neck, where the stick was sanded and whittled away, reveals the head of
the figure. The torsos continued to resemble sticks or chair legs because no effort was
made to hide their intrinsic materiality. In some instances, knots or nubs from the branch
they were cut from, or pegs or functional notches from the chair legs were intentionally
left on the forms to embrace the found quality of the wood and to reveal its previous use
and identity. I built a platform to rest the dolls upon, which was to be burned later (Plate
3). The platform excluding the totem was approximately 10’ x 10’ x 3’ with a staircase at
its front. A large ten-foot column rose out of the center of the platform, and was wrapped
in strips of fabric. Sachets of spices and flowers were suspended from the column to
appeal to the sense of smell, and a cast-iron figure with many arms pointing outwards
into all directions like a compass crowned the column. The column acted as an axis
mundi, connecting the physical world to the spiritual world, the iron compass (Plate 34)
acting as the gathering point, collecting or dispersing energies from the universe.
The installation was intended to be participatory in nature. Participants, both in
person and through social media, were invited to construct their own dolls encapsulating
a negative thought or experience to be placed on the pyre. During the exhibition,
participants had the opportunity to step off of the gallery floor, ascend onto the platform,
contribute their dolls to the pyre, and then return back into the world, leaving their dolls
behind them with the knowledge that the effigies would be burned.
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On Graphite
Graphite plays a vital role as both a material, and metaphorically as a part of the
ritual. Initially, I rubbed graphite on some of the dolls to give them a sense of age
because they possessed a newness and freshness that was not consistent with the rest of
the pieces. Like the attendants of a Hamilton piece performing a repetitive task, brushing
graphite on each doll became a ritual itself. Anointing the dolls with graphite became an
act of preparation. The graphite serves three purposes. First, it unifies the pieces visually
and aesthetically with the rest of the exhibition. When the graphite was applied to every
doll, a sense of visual cohesion emerged as all the dolls began to resemble one another
thus removing their individuality. Second, the graphite foreshadowed the eventual
burning of the dolls. Finally, the graphite is a reference back to the mold making and
casting process, which possesses its own poetry.
During the casting process, the dolls undergo a number of transformations that are
functional and necessary when making the mold, but can also be interpreted
metaphorically. Forms are first placed in a wooden flask and buried in sand and resin,
much like a casket is buried underground. After the sand cures and solidifies, the mold is
split open and the forms are removed, leaving an imprint of the form, a ghostly remnant
of the original pattern. The imprint is then painted with an alcohol and graphite mixture,
and burned so that the original texture of the form is preserved and the metal has a clean
channel to easily flow through. The process of burning the remnants alluded to the
eventual burning of effigies.
Graphite was also used as part of the surface treatment for the platform. Upon
completing the construction of the wooden platform, there was debate among my
colleagues about whether I should treat the wood, or leave it raw. It was not clear what
20

the appropriate surface treatment and coloration should be. A colleague suggested that
leaving the wood raw could be viewed as a reference to the quick, temporary, and
functional aesthetic of witch burning posts and other public executions sites, where, the
structures were often built the day before or the day of the execution and intentionally
devoid of any aesthetic decoration.
Although I appreciated the temporal qualities and connotations the raw wood
could bring to the piece, my inclination to make the structure a holy and sacred space
pushed me to treat the wood. I decided to paint the wood to invoke a sense of reverence
and exoneration. It was my intention to metaphorically transport the viewer into another
realm when leaving the gallery space and walking onto the platform, and treating the
wood satisfied this necessity. I also decided to incorporate graphite into the surface
treatment to allude to the burning the pyre would undergo. After the wood was stained
with graphite and diluted paint, the medium was used once more in the final preparation
of the platform. I dusted my feet with powdered graphite and walked up and down the
stairs and around the perimeter of the pyre. The footprints serve two purposes. First they
provide evidence of the ritual—walking up onto the stage, leaving a doll and exiting the
platform—and second, by example, they invite the viewer up the stairs and into the stage,
both visually and physically.
Audience Interaction and Participation at the Opening
The most exciting moment for me was watching the piece transform from a very
personal and solitary work, created in the isolated confines of my studio, into a true
collaboration between artist and audience at the exhibition. Attendees were supplied with
baskets of sticks, fabric, twine, and other materials and invited to create their own effigies
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to add to the pyre (Plates 4-6). I described the purpose of the piece to one participant who
immediately began picking out materials to make her effigy. I did little to urge or invite
others to join in. It simply took that one individual to break the barrier between the
viewer and object; once that line was crossed, once access was granted and permission
was given, others quickly followed (Plates 7-10). I watched as others approached the first
participant and asked her what she was doing, as if she was a performer. As she relayed
the information, they also sat down and started to create their own effigies. Initially, I
considered including instructions for the piece, but I worried this would detract from the
mystery and ambiguity of the work. I was pleased to witness my verbal instructions
relayed from one participant to the next.
Some participants made their dolls in silence. Some revealed to me what their
effigies meant to them. The experiences ranged from getting over a former lover or
recovering from an addiction, to coming to terms with a divorce or a death. One woman
approached me with a horned figure in her hands and explained, “This is the devil. He’s
actually a real person—he’s in my phone; when he calls me, I don’t pick up. I really need
him out of my life. Thank you for this opportunity to finally purge him.”26 Another
woman showed me a smaller effigy that was wrapped in swaddling cloth, tied to bundles
of sage and sweet grass—herbs known for their healing and protective properties (Plate
11). She explained that on the Indian reservation where she lives, her three-year-old
cousin was killed by his mother’s boyfriend just days before, “This one is for him,” she
said.27
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Conversation with anonymous participant at “A Haunting,” Graduate Thesis Exhibition, Bevier Gallery,
Rochester Institute of Technology, March 8, 2013
27
Conversation with Lauren Amber at Graduate at “A Haunting,” Graduate Thesis Exhibition, Bevier
Gallery, Rochester Institute of Technology, March 8, 2013
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That evening, the totem was not just my piece, but our piece. By the end of the
night, over a hundred additional effigies had been created and added to the pyre.
The Burning
On March 16, 2013, halfway through the exhibition, the platform and the dolls
were removed from the gallery and relocated to the rural outskirts of Holley, New York
to be burned in a natural setting (Plates 12-13).
Prior to burning, the dolls and the platform were doused in an accelerant to assure
that they ignited. At the beginning of the burning, a performer walks around the perimeter
of the platform, sprinkling a thick ring of salt around the dolls, to contain the energies of
the effigies within the circle. The effigies were then dusted with graphite one final time,
stripping them of their identities entirely. A second performer then ignites the dolls with a
flame, and the entire platform is quickly consumed by a roaring fire.
The performance was documented on video to archive the destruction of the
effigies.28 Moments to note in the video include: an audible breath of relief exhaled from
an audience member after the totem is set ablaze; the flock of geese flying overhead who
seem to sense and signal change with their calls; the embers that flit heavenward from the
fire—like ghosts passing out of this realm; and later, towards the end of the performance
as the flames die down, the toppling of the mast indicating that the connection between
the physical world and the spiritual realm has been broken and the ritual has reached
completion.
The timing of the performance was ideal because it echoed the metaphorical
change and transformation that occurred during the burning. The setting sun underscored
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the change from day to night; the flock of geese returning home signaled the change from
winter into spring.
The Remains and the Void
At the suggestion of John Hachmeister, the remnants of the platform were
preserved and returned to the exhibition site (Plates 14-16). The charred remains marked
the passage of time and provided evidence that the platform and its contents underwent a
transformation and that a ritual or act was completed. The void the dolls previously
occupied further underscored the change (Plate 15). The column was positioned as it fell
during the burning to allude to its toppling. The stairs were removed and strewn next to
the piece as a reminder that the platform was previously accessible but is no longer, and
also as a sign to indicate the bridge is now broken and effigies and their content are no
longer accessible.
After the burning, the remnants became a memorial to the completion of a rite.
There was a sense of loss because the exhibition space felt emptier physically and
spiritually. Prior to the burning, the environment was filled with color and energy as
participants injected spiritual energy into their elaborate effigy dolls. The absence of the
effigies and the lack of color in the blackened remains, along with the void in the
platform, ultimately underscored an irreversible loss.
Bronze and Iron Effigy Doll Castings
The creation of bronze and iron effigy doll castings began as explorations of
foundry practices and the casting process and as experimentation with transforming
fabric forms into metal objects through the casting process (Plates 17-43). I wanted to
learn what textures, fibers, and flexible materials would successfully transfer into metal
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and how the transference and transformation of the materials changed the visual dialogue
and connotations attached to the forms. I came from a background in soft sculpture
construction and was interested in creating objects that visually alluded to fabric and
fibers in form and texture, but were made out of an entirely different material. I wanted to
explore what a fabric form cast in metal could say that the original form could not. I
discovered that when cast in metal, fabric could be read purely as a visual texture,
because the hard characteristics of the metal negated the fabric of its soft materiality; the
metal ultimately emphasized texture and form.
Once the effigy dolls were cast in metal, their identities changed entirely. The
metal pieces act as visual representations of ghosts. The fabric, which is draped on the
original forms like clothes, identifies the figures as human. However, the object cast in a
cold material, metal, reveals that these figures are no longer living; the metal material
identifies them as something other than human, a relic of the individual, a figure
entombed in metal. The castings also serve to transform the intangible, ghosts, into a
tangible object.
In some of the earlier castings, the forms and details were less visually resolved
because of my inexperience with the process. The figures seemed to disintegrate or melt
into the flashing of the casting transforming the casting into a remnant of an original
form, a ghostly imprint of something that once was that could not fully be actualized in
metal (Plates 19-21). As I became more experienced with the process, the forms cast
entirely, picking up every bead from the wedding dress used to create the initial form, or
every thread from the original woven dishtowel (Plates 23-25).
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In the context of the entire exhibition, the castings serve three functions: to
contrast the fragility and materiality of the tapestries and of the original fabric and wood
forms, to act as ghostly guardians of the space, and most saliently, to act as permanent
counterparts to the effigy dolls on the platform. The metal forms are reminders that the
memory of an event or experience can remain even after the effigy it is based on is
destroyed.
The iron and bronze pieces share similar aesthetic and conceptual content, but
contrast in both their materiality and their surface treatment; the former is a material of
strength and industry, and the latter is a material of value and importance. Both series
were subjected to natural elements such as heat or moisture. It was important to subject
them to natural patination processes because I wanted the pieces to appear as though they
were excavated. After the iron pieces were cleaned up post-pour, the objects were left
outside to rust, adding a sense of age (Plates 29-36, 42-43). A minimal tin-oxide patina
was then added on top of the rust to make the pieces look as though they were unearthed
from the debris of a volcano. The rust deliquesced and fused with the tin-oxide patina,
transforming the surface into a pallet of oranges, whites, and ashy grays. Ultimately, the
pieces looked as though they were retrieved from the ashes, or smudged with soot, which
acknowledges the process by which they were created and also the ritual of burning the
effigy dolls.
When planning the surface treatment for the bronze pieces, I wanted to
acknowledge and showcase the bronze material (Plates 17-28, 37-41). Every piece was
treated with heat so that a range of color, similar to the aesthetic of an oil spill, appeared
on the surface. After the objects were subject to the flame, a wire brush and sandpaper
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were passed over the surfaces to reveal bronze highlights underneath the patina. As with
the iron pieces, it was vital to treat the pieces with heat to pay tribute to the process by
which they were created and to refer to the burning of the effigy dolls. Some of the pieces
appeared burned, further underscoring their relationship to fire.
The Ascension
The Ascension was created as a response to my grandmother’s death and was the
first piece created after her passing. It features five suspended tapestries, positioned one
behind another to create the impression of the ascension of a legless, armless figure
which is stitched into each tapestry (Plates 44-47). The first tapestry features a figure that
appears to be hovering an inch or so above the ground, and the succeeding tapestries
feature the figure in various stages of ascension. In the final tapestry, the figure is
stationed at the very top of the tapestry. In the original incarnation of this concept, the
tapestry was roughly the size of a doorway—alluding to the sighting of an apparition
standing in a bedroom doorway. In The Ascension, the tapestries are much taller than the
confines of a doorway, measuring almost two stories from the floor (Plate 44). The scale
of this piece is imperative to its success because the height allows the figure to
incrementally move from the floor to a much greater height.
The silhouettes of the figures were cut from luminous fabrics whose surfaces
glow when illuminated (Plates 45-47). The color of the figure transforms as it ascends.
The initial figure, which is still grounded to the earth, is cut from a darker and more
muted fabric. As the figure lifts off the ground, it changes from a flesh color, to
transparent whites and yellows, and finally to a glistening gold lace. The shift in color is
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meant to illustrate the transformation from physical to metaphysical or spiritual,
documenting a change from palpability to intangibility.
It was important to cut the figures from translucent material because I wanted the
viewer to be able to look up through the figures and see all the way through to the
uppermost tapestry to illustrate the figure’s lack of physical substance and allude to spirit
presence (Plates 45-46).
The Ascension and some of the iconography included in the bronze and iron
Effigy castings allude to my Catholic upbringing. The religious undertones serve as
acknowledgement of my past, while the incorporation of other global religious
iconography and the fire ritual serve as a rejection of specific teachings and emphasizes
my self-empowerment as an artist to reclaim my spirituality through alternative means.
The Visitor
The Visitor was a response to The Ascension and also a response to The
Apparition paintings I created in the spring of 2012 (Plates 48-51). Like its predecessor,
The Visitor features five suspended tapestries of transparent material, positioned behind
one another in succession, so that when observed from the front or back, the viewer can
see through to the other side. Unlike The Ascension, this work features only one figure in
the middle tapestry. The two tapestries flanking the center offer only stitched contours of
a figure (Plate 51), and the outer most tapestries are completely bare. My intention was to
create a work highlighting the dichotomy between presence and absence, and to visually
depict an apparition.
The material of the tapestries is more transparent than The Ascension, allowing
the viewer to gaze through every layer of the piece and even see what lies beyond. The
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silhouette in this series is also different than the stencil used for The Ascension. Although
the figure is also legless and armless, the silhouette in this piece is less rigid featuring a
more organic and wandering contour, especially towards the bottom of the figure.
Both The Ascension and The Visitor, incorporate hand-sewn processes in an
attempt to stitch the thread of life, marking the passage from birth to death. The process is
reminiscent of the passage from Peter Pan, where Wendy Darling sews Peter’s shadow
back to his feet joining the tangible with the intangible.29
Both works allow for close audience inspection. Viewers are able to freely walk
through the layers of the tapestries and insert their own silhouette between the layers,
further illustrating the dichotomy between presence and absence. Another salient
component of each work is its kinetic quality. Because the works are suspended, the
tapestries bellow and dance in the slightest air current. This motion adds a sense of life to
the works, as the tapestries seem to breathe with the movement of air. Viewers invoke
animation as they pass by and through the works.
The Paintings
The six oil paintings that appear in the exhibition were selected from two separate
series, completed at two separate dates in the production chronology, and involve two
related but still distinct approaches to process.
The Apparitions (Plates 52-54) were painted in late April and early May of 2012
and were selected from a larger series of about thirty paintings. Each image depicts a
singular, centralized, dark silhouette in a light, unidentified space. Some of the forms are
more recognizable as figures with clearly articulated heads, shoulders, and torsos, and
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some indication of limbs (Plates 52-53). In some cases, the figure is only implied, and the
figure can be inferred when juxtaposed with a painting of a more fully rendered figure.
These less descriptive paintings simply offer an ambiguous darkened smudge down the
center of the board (Plate 54). The portrait orientation of the composition further hints at
the figurative intention.
My intent was to represent a fleeting moment in time, depicting a ghost in
manifestation or transition, caught in the process of either appearing or vanishing. My
aim was to create quick and intuitive works. I approached each painting with the mindset
that a ghost or apparition had just revealed itself to me, and it was my duty to record the
sighting as quickly as possible—before it disappeared, or before the memory left me.
Therefore, it was important to work in short sessions, spending only ten or fifteen
minutes on each. The paintings are developed with quick, gestural, expressive marks,
creating a blurred peripheral quality, as if the figures are in motion, or dwelling in hazy,
atmospheric spaces.
The physical characteristics of the apparitions were influenced from memories of
“tall, delicate figures, wrapped in reams of evanescent drapery darker than the seas at
night,” their faces “...veiled by the depths of their shrouds.” 30 In order to create a smoky
deliquescence, I feathered and smudged the wet paint used to inscribe the figure into the
white of the background while it was also wet, allowing the figure to fuse directly into
the paint representing ether.
I did not paint with brushes, but instead used my fingers and the palms of my
hands to push and pull the paint across the surface. I worked on wooden boards primed
with gesso so that I could physically smear the paint into the board to create a gradient of
30
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values and better articulate an ethereal visual quality. My intent was to render an
experience, and the hurried marks created by my hands working directly into the paint
aided in creating these intuitive works.
Nearly eight months passed between the production of the Apparition paintings
and when I painted The Neighbors (Plate 57). I did not paint during these eight months
and hoped to carry over and continue the gestural process of the previous spring into my
new works. However, I quickly discovered it was difficult to replicate this process and
began examining my paintings for formal merit as the time constraints of my previous
process prevented me from nearly any premeditated or preliminary planning. The
previous process was also starting to become routine, and I did not want to grow bored
with the process.
I still worked quickly on the later paintings, but instead of focusing on
transcribing a vision to canvas, I approached each painting with the intent to create
complete visual compositions and statements, which I did not achieve in all of my earlier
paintings. This meant straying away from the vertical and central “portrait” paintings of
the previous spring, and exploring landscape compositions. I also started introducing
more than one figure into a painting. Early versions depicted an army of figures, but these
paintings felt too illustrative, and I wanted to return to the experience of the appearing, or
disappearing, figures of the previous paintings.
As my paintings evolved, my intentions were rooted in answering formal
questions. I set out to explore figure-ground relationships, which ultimately led me to
further abstract already ambiguous spaces and environments on the canvas. These
paintings were developed in two sittings, which combined both the quick and intuitive
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mark-making of the previous spring with formal and compositional planning. In the first
sitting, I created the background. This was done relatively quickly and arbitrarily by
simply smearing paint across the canvas to see what kind of environment emerged. The
gessoed surface became important in these works because, as I painted the board, the
texture of the surface was revealed, through which I was able to react to my preliminary
marks. After the paint dried, I would then study the painting and assess it formally, taking
cues from my previous marks and letting them inform where I placed the figures. The
results reveal smoky figures in hurricane-like environments with swirls and smears of
paint cycloning around the figures, sometimes engulfing them (Plate 56). My palette
evolved from the monochromatic browns of the Apparition paintings, to include a
spectrum of grays, tan, blacks, and yellows.
With the exception of The Stranger (Plate 55), the newer paintings feature more
than one figure in each composition. The titles of the works reflect my acknowledgment
of the ghosts as thinking, feeling, intelligent beings, and my becoming accustomed to
them, living and existing with them, as one might grow used to a neighbor. The paintings
also highlight the human aspect of the spirits. The Conspirators (Plate 56) seem to be
plotting or gossiping with one another; The Neighbors (Plate 57) seem to be posing for a
family portrait. These paintings present a narrative, indicating that the deceased once had
lives, and perhaps these paintings offer glimpses of their histories prior to death.
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5. CONCLUSION
Presentation of Exhibition
I was satisfied with the final presentation of the work in the thesis installation “A
Haunting” (Plate 58). The Ascension acted as a threshold or aisle guiding viewers to the
Effigy platform and the surrounding space. The effigy castings acted as guardians of the
space, encircling and defining its boundaries while the paintings and the tapestries
offered glimpses of apparitions suspended in time. All of the pieces seemed to converse
with one another, subtly referencing each other in color and form. The figurative imagery
of the paintings was mirrored in the tapestries. The cast metal and fabric effigies offered
variations and renditions of a shared form, and shades of gray in the pallet of each work
unified the collection. One viewer noted that the Apparition paintings reminded her of
vaginal representations. I saw how the figures could be interpreted as voids, which
serendipitously echoed the hole revealed by the fire in the effigy platform after the
burning. The darker expanses in the Stranger paintings also referenced this void.
Instead of including an artist statement, I chose to publish my poem “A
Haunting.” The poem provided a context for the exhibition, without overstating the
subject matter. One could infer that the pieces were about experiences with the
paranormal, but the poetry did not directly make this argument.
The lighting was not ideal, because the tapestries were designed for a darker
environment where a strong, direct light could be cast on them to fully realize their
transparency. They were somewhat effective in the gallery space.
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And Beyond
As I move beyond this work, I plan to continue working with fabric in the casting
process. I intend to experiment with integrating fabric into the metal pieces after they are
cast to refer back to the original material the patterns are derived from. I also plan to cast
figures made from natural materials, like bundles of grasses and branches, to investigate
how the textures transform the overall connotations of the effigy.
I hope to orchestrate additional effigy burnings in the future. During the
exhibition, I had the luxury of showcasing the entire metamorphosis of the work. Because
the gallery was set within the larger context of the school, viewers were able to easily
witness the transformations. The burning of the effigy pyre was the most important phase
of the work for me because it offered an opportunity to physically witness the
transformation. In the future, video documentation of a burning might become the most
essential artifact since it may act as the only accessible remnant of a singular experience.
Ultimately, this process provided me with the opportunity to extensively
investigate an intriguing subject and share my findings.
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6. EPILOGUE
The work that makes up “A Haunting” does not attempt to answer questions, but
instead acts as an acknowledgement of and reconciliation with personal encounters with
the supernatural. The exhibition casts light on what happens in the dark. I find comfort in
knowing I am not isolated in my experiences. We connect to others by sharing the details
of our lives, and I hope that by revealing my own, others who are subject to hauntings or
other unexplainable experiences may find some solace in our camaraderie.
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9. Appendix 1
Original Proposal
I plan to develop a body of work rooted in my experiences with death, specifically,
as a witness of life after death through the manifestation of spirit presence. Formally, I
will utilize the human figure to illustrate the dichotomy between presence and absence, to
act as visual symbol of the dead, and as an object that undergoes a physical, and
sometimes metaphysical, transformation. I will reference the ethereal and intangible
qualities of absence through the manipulation and incorporation of gauzes and sheer
fabrics. Conversely, I will reference the heavy physicality of presence though the
utilization of metals. In some instances, I will introduce the silhouette; by nature, it can
be anonymous since it lacks visual information other than a stenciled contour—which
makes it a particularly appropriate form to articulate an apparition. Finally, the figure, as
an art object, has the inherent capacity and capability to undergo physical change; I am
interested in the connotations and undertones attached to a figure when and after it is
altered or destroyed.
Additionally, I am intrigued by the notion of art as a means of prayer and ritual as
a performative act of cleansing. For example, traditionally, the act of casting something
into a flame is meant to dispel, release, or banish malevolent spirits. The fire or smoke
acts as the metaphorical bridge connecting the manifest to the unmanifest. I will explore
exorcism as a means of release, destruction as an agent of purification, and burning as an
act of cleansing—all of which have healing qualities. This desire to free myself from
discomfort and fear is a direct response to personal encounters with the supernatural.
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Ultimately, I hope to provide an understanding and experience of the supernatural—
something that has no tangibility by giving form to the disembodied, and in turn, offer the
opportunity to expel it.
Stylistically, I am drawn to Robert Irwin's explorations of perception through his
ethereal installations and to Eva Hesse's ephemeral and transient works. I am attracted to
the transparent, hazy, and muted quality of Anne Harris' paintings; her self-portraits seem
to recede, fade, and vanish into smoky, atmospheric, and evanescent settings. I admire
Ana Mendieta's destruction of the figure, Anne Hamilton's use of intangible materials and
empathy towards the environments she creates within, and Amanda Palmer's
confrontations with mortality though her staged death portraiture. I will draw upon
historical references from Victorian era death traditions and post-mortem photography,
from the witch trials of the dark ages and colonial days, from Day of the Dead imagery,
Pagan fire rituals, and Native American effigy mounds.
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10. Appendix 2
Plates

(Plate 1) Fabric Effigy Pattern
W 6”, H 9 ½”, D 1 ¾” — wood, fabric
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(Plate 2) Fabric Effigy Pattern
W 8 ¾”, H 8 ½”, D 1 ¼” — wood, fabric
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(Plate 3) Effigy Platform, Totem, and Pyre
W 10’, H 10’, D 15’
wood, cast iron, graphite, lace, silks, bed sheets, found textiles,
thread, salt, glitter, found trinckets
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(Plate 4) Effigy Platform, Totem, and Pyre—detail
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(Plate 5) Effigy Platform, Totem, and Pyre—detail
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(Plate 6) Effigy Platform, Totem, and Pyre—detail
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(Plate 7) Effigy Platform, Totem, and Pyre—Exhibition Opening, March 8th, 2013
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(Plate 8) Effigy Platform, Totem, and Pyre—Exhibition Opening, March 8th, 2013
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(Plate 9) Effigy Platform, Totem, and Pyre—Exhibition Opening, March 8th, 2013
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(Plate 10) Effigy Platform, Totem, and Pyre—Exhibition Opening, March 8th, 2013
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(Plate 11) Effigy Platform, Totem, and Pyre—Exhibition Opening, March 8th, 2013
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(Plate 12) Effigy Platform, Totem, and Pyre
Holley, New York—March 16th, 2013
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(Plate 13) Effigy Platform, Totem, and Pyre—detail
Holley, New York—March 16th, 2013
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(Plate 14) Effigy Platform, Totem, and Pyre
Post-Burning
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(Plate 15) Effigy Platform, Totem, and Pyre—detail
Post-Burning
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(Plate 16) Effigy Platform, Totem, and Pyre
Post-Burning
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(Plate 17) I—Effigy
W 7”, H 8 ½”, D 1 ½” — cast bronze
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(Plate 18) II—Effigy
W 6 ¾”, H 8 3/8, D 1 ¼” — cast bronze
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(Plate 19) III—Effigy
W 4 ½”, H 6 ¾”, D 1” — cast bronze
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(Plate 20) IV—Effigy
W 6”, H 9 ¼”, D 1 3/8” — cast bronze
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(Plate 21) V—Effigy
W 5 ¾”, H 9 ¾”, D 1 ½” — cast bronze
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(Plate 22) VI—Effigy
W 1 ¼”, H 7 ½”, D 1 ¾” — cast bronze
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(Plate 23) VII—Effigy
W 6 ¾”, H 7”, D 1 ¾” — cast bronze
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(Plate 24) VIII—Effigy
W 5 1/8”, H 8”, D 1 3/8” — cast bronze
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(Plate 25) IX—Effigy
W 6 ¼”, H 7 ½”, D 1” — cast bronze
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(Plate 26) X—Effigy
W 3 ¼”, H 5 ¼”, D 7/8” —cast bronze
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(Plate 27) XI—Effigy
W 8 ¾”, H 8”, D 1 ¾” — cast bronze
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(Plate 28) XII—Effigy
W 8 ½”, H 18”, D 3” — cast bronze
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(Plate 29) XIII—Effigy
W 6 ¾”, H 8 ½”, D 1 5/8” — cast iron
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(Plate 30) XIV—Effigy
W 6 ½”, H 7 ¾”, D 1 5/8” — cast iron
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(Plate 31) XV—Effigy
W 5 5/8”, H 7 ½”, D 1 ½” — cast iron
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(Plate 32) XVI—Effigy
W 6 ½”, H 10 ½”, D 1 ¾” — cast iron
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(Plate 33) XVII—Effigy
W 4 ½”, H 12”, D 2 ½” — cast iron
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(Plate 34) XVIII—Effigy
W 9 ¾”, H 10”, D 1 ¾” — cast iron
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(Plate 35) XIX—Effigy
W 8 ½”, H 17 ½”, D 3” — cast iron
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(Plate 36) XX—Effigy
W 9 ¾”, H 16 ¼”, D 2” — cast iron
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(Plate 37) XXI—Effigy
W 7”, H 10”, D 2” — cast bronze
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(Plate 38) XXII—Effigy
W 6 ¼”, H 6 7/8”, D 2 3/8” — cast bronze
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(Plate 39) XXIII—Effigy
W 5 7/8”, H 8 ¼”, D 2 ¼” — cast bronze
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(Plate 40) XXIV—Effigy
W 7 ½”, H 9 ¾”, D 2” — cast bronze
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(Plate 41) XXV—Effigy
W 8 ½”, H 8, D 2” — cast bronze
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(Plate 42) XXVI—Effigy
W 7 ¼”, H 9 ½”, D 2 ½” — cast iron
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(Plate 43) XXVII—Effigy
W 6 ½”, H 7 ¾”, D 2” — cast iron
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(Plate 44) The Ascension
H 14’, W 4’ 8”, D 8’ — polyester, lace, thread—hand stitched
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(Plate 45) The Ascension—detail, studio view
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(Plate 46) The Ascension—detail, studio view
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(Plate 47) The Ascention—studio view
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(Plate 48) The Visitor
H 7’ 3”, W 3’ 5 ¾”, D 8’ — polyester, lace, thread, hand stitched
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(Plate 49) The Visitor—detail
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(Plate 50) The Visitor – studio view
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(Plate 51) The Visitor—detail, studio view
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(Plate 52) Apparition I
H 17 ¾ ” x W 13 ¾ ” oil on wood
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(Plate 53) Apparition II
H 17 ¾ ” x W 13 ½ ”oil on wood
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(Plate 54) Apparition III
H 12 ” x W 9 ¾ ” — oil on wood
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(Plate 55) The Stranger
H 19 ½ ” x W 18 ¼ ” — oil on wood
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(Plate 56) The Conspirators
H 19 ¾ ” x W 18 ” — oil on wood
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(Plate 57) The Neighbors
H 15 ¼ ” x W 13 ” — oil on wood
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(Plate 58) Gallery view of “A Haunting” Exhibition
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